Abstract: Manuscripts and printed editions of Hungarian provenance contain 288 sequences, out of which 237 have their own music. Particular dioceses and ecclesiastical institutions could decide freely which item they would sing on a given feast. The Ascension sequence Sursum sonet laudis melos, besides being present in the Futaki Gradual, is found only in three manuscripts of Zagreb provenance and in the missal of that diocese printed in 1511. The item is a shortened version in seven verses of a longer, eleven-verse original, written before 1305 by an unknown author and occurring very rarely in sources outside Hungary. In its present shortened form, it is only preserved in the liturgical books of the Hungarian use. The surviving sources show that this variant of the text is the result of a deliberate recrafting that occurred in Zagreb in the first part of the 14th century.
The beginnings of the scholarly study of Gregorian chant in Hungary can be traced to the 1956 volume published by Benjamin Rajeczky under the title Himnuszok és sequentiák, as volume I of the planned series Melodiarium Hungariae Medii Aevi.
1 This was the first comprehensive edition of the texts of the Hungarian repertoire of both genres together with their respective melodies. Both the idea of the publication and its implementation was, from a national and international perspective alike, novel, modern and of a monumental scale. Its novelty consisted in the new objectives not found in any contemporaneous work published either in Hungary or abroad. Its modernity is proven by the fact that the authoritative series Monumenta Monodica Medii Aevi was launched in the very same year, incidentally, with a volume devoted to hymns.
2 Its monumentality was granted by the collection's aim to comprise the hymns and sequences of all the existing notated liturgical sources known at the time, with their differences in text and music duly recorded. To achieve this end, it seemed inevitable to transcribe all items of every single manuscript, to analyse and compare their melodies, to consult foreign parallels, to reconstruct and to identify eventual borrowings. The importance of the Melodiarium and its impact on scholarship are shown, on the one hand, by its being sold out shortly after its publication, necessitating a new edition in 1976, and, on the other, by the fact that there is no Hungarian or foreign scholar of the subject to date who would not cite the volume as fundamental to his or her research.
Until recently, the repertoire of the sequence melodies found in Hungarian sources seemed to be completed and closed by Benjamin Rajeczky's groundbreaking edition: apart from the surfacing of a few isolated items no substantial increase of the repertoire could be expected. However, since the appearance of the 1982 Supplement to the Melodiarium 3 a number of new sources have been discovered or become available, 4 containing sequences lacking in the Rajeczky edition. This made it inevitable to reconsider the repertoire itself, which led to results beyond all expectation. Taking into account the contrafacta not published in the Melodiarium, yet indicated by their incipits, the number of notated items has almost doubled.
On musical grounds, the new pieces can be grouped into three categories. The first group is comprised of items which cannot, strictly speaking, be regarded as self-contained pieces, being bit different tonal versions of a given sequence. The most common practice, bringing about the smallest melodic change, is the alter- In determining the provenance of sources, the expressions "Hungarian" and "of Hungary" are used exclusively in reference to the organization of ecclesiastical hierarchy in medieval Kingdom of Hungary. The boundaries of this polity generally coincided with the ecclesiastical ones. This is only seemingly contradicted by the fact that the Diocese of Zagreb, whose territory from the 16 th century on formed part of the Kingdom of Croatia, in church hierarchy belonged to the Province of Kalocsa. At the time of the foundation of the Diocese of Zagreb by King Ladislaus I of Hungary at end of the 11 th century, its territory belonged not to Croatia but to historical Slavonia, then and later part of the Kingdom of Hungary. The liturgical sources of the Diocese of Zagreb are, therefore, ranked among those of the medieval Hungarian use(es) of the Roman rite.
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5 Singularly, the St Francis prosa Caput draconis ultimum, appearing in the sources in tone f, is supplemented by a doxology-like appendix in deuterus (e).
6 Much bolder and unusual is the way in which the Csíksomlyó Cantionale transforms the protus model melody of Hodiernae lux diei celebris in matris Dei into the tritus of the contrafactum Spe mercedis et coronae. 7 The case is not that of an erroneous use of key, otherwise often occurring in the sources: the intentionality of the transformation is demonstrated by the adaptation of the intervals of the model melody to the new tones as well as by verse 5 and the concluding Amen: the first two phrases of the verse are basically identical in both items, while the third one is openly marked by a difference in tone.
While in the first group the text of the sequence and its melody, albeit adapted to a different tonality, are both identical, the second group consists of contrafacta, that is, adaptations of existing, well-known musical material to newly written texts. If both texts have the same number of syllables, phrases and verses, the adaptation can be successfully accomplished without significant changes in the melody. On the other hand, a careful and calculated modification is needed when there are less verses or, at times, phrases in the contrafactum; while a skilful musical intervention -one might even say the creativity of a composer -is required if any of these, or indeed both, are more numerous than those of the original. Partly this fact, and partly the experience that no two sources present the same sequence or contrafactum identically note by note, makes one consider the necessity, in a future comprehensive critical edition, of publishing the re-texted versions of the model melodies in their entirety. There are 81 contrafacta that could be identified in the entire repertoire known to date.
The last group is made up of sequences that are already contained in the Melodiarium but appear with new melodies, 8 and of others, hitherto known only as texts or not found at all in liturgical books of medieval Hungarian use.
At the time of writing this, there have been discovered eight pieces formerly known with other melodic material as well as a further thirty-eight prosas hitherto 5. Ave sidus lux dierum (Our Lady), Caeli solem imitantes (Apostles), Corona sanctitatis et immortalitatis (St Adalbert), Mittit ad Virginem (Our Lady), Plausu chorus laetabundo (Evangelists), Verbum Dei Deo natum (St John the Apostle), Virginalis turma sexus (St Ursula). One manuscript (SK-BRm EL 18) presents the item Decantemus congaudentes, assigned to the feast of St Michael the Archangel and known only from Hungarian sources, as written in tone g (tetrardus), instead of tone f (tritus) as found in two other liturgical books, while using the key signature 4 in the last three verses (7-9), giving thus, as it were, a protus ending to the piece. The melodic material, however, renders it quite difficult to interpret this passage as written either in tetrardus, or in protus.
6. SK-BRm EL 18 f. undocumented from Hungarian notated sources. In what follows an attempt will be made to trace the history of a prosa taking on a new melody.
The sequence Sursum sonet laudis melos, besides being present in the Futaki Gradual, is found only in three manuscripts of Zagreb provenance and in the missal of that diocese printed in 1511.
9 It is assigned in the Gradual for the weekdays after the Ascension of the Lord (De ascensione Domini ferialis), while in the Zagreb sources it is prescribed for the Sunday after, and the octave day of the same feast (In dominica infra octavas ascensionis Domini et in octava eiusdem). The item, as Edit Madas remarks, 10 is a shortened version in seven verses of a longer, eleven-verse original, written before 1305 by an unknown author and very rarely occurring in sources outside Hungary.
11 In its present shortened form it is only preserved in the liturgical books of the Hungarian use. The surviving sources show that this variant of the text is the result of a deliberate recrafting that occurred in Zagreb in the first part of the 14 th century. The item was until now known from only one single notated source, the Futaki Gradual. Its melody there is an independent creation, evoking the style of two sequences of German origin, Gaude Sion quod egressus (St Elizabeth) and Plausu chorus laetabundo (Evangelists).
12 A different melody is found on the pages of the Zagreb Gradual, copied a century earlier. In our source, the melody of the Easter prosa Surgit Christus cum trophaeo, appearing for the most part in the manuscripts from the periphery of medieval Hungary (Upper Hungary, Transylvania, Zagreb), 13 is applied to the poem on Ascension. Due to the differences in the number of syllables, phrases and verses, the adaptation could not be achieved mechanically. As contrasted with the five three-line verses (8+8+7) and the two four-line verses (8+8+8+7) of the piece on Ascension, the Easter prosa has a more varied and complex structure: two three-line verses (8+8+7) are followed by two fiveline verses (4×8+7) and one six-line verse (6×8), only to be concluded by a two- For lack of non-Hungarian notated sources, it is impossible as yet to tell which might have been the melody of the longer text that had served as a model for our piece: either one of the two versions figuring in the two graduals, suggesting that one of the manuscripts took over the music along with the text, or a third melodic material, different from these, indicating that our sources preserve Hungarian compositions. With respect to the Futaki Gradual, the reasons given above make it impossible to answer the question, while the Zagreb contrafactum can with an almost complete certainty be regarded as being of Hungarian origin.
The first argument to support this hypothesis rests on the fact that a high level of expertise in composing -a rare phenomenon in contemporary practice, though not unprecedented -was needed to adapt the melody of a shorter piece to the text of a much longer poem. The applying of the musical material of the sequence Surgit Christus cum trophaeo, consisting of six -outside Hungary, sometimes seven 14 -verses, to the earlier, eleven-verse variant of Sursum sonet, which served as a model to the Hungarian sequence, must have caused quite a headache to a mu-14. After the fourth verse, some sources insert an additional one in which the questions are followed by the answers Totum mundum tenebrari… and Matrem nato defraudari… 
sicus. In other words, the attachment of the melody of Surgit Christus to the text of Sursum sonet could most probably have been taken place after the composition of the shorter version of the Ascension item, within the Diocese of Zagreb itself. As a second argument, a hypothesis can be proposed that the choice of the melody for the textual variant of Zagreb was not made simply guided by the syllable, phrase and verse numbers of the piece, since the poems, as has been shown, are of a rather different structure. If textual conformity had been the reason for selecting precisely this melody for adaptation, the re-worker could have found for himself a much more comfortable situation, being free to select from among a number of sequences with identical or similar structure. Suffice it to think of the extremely popular piece Laudes Crucis attollamus and its innumerous contrafacta.
The selection of the melody, then, must have been the result of a judicious decision on ground of a number of liturgical and textual criteria. All missals and graduals of the Zagreb diocese from the 14 th century on give the following rubric after the Easter prosa Victimae paschali laudes: "During the octave of the Resurrection of the Lord and afterwards to the feast of the Ascension, the sequence In ara Crucis hostiam, alternating with the following two [i.e.
Illuxit dies quam fecit Dominus and Surgit Christus cum trophaeo]."
15 This means that in Eastertide, the most important period of the liturgical year, the sequence Surgit Christus cum trophaeo was returning regularly, while its contrafactum, the piece Sursum sonet laudis melos became a feature of the time between Ascension and Pentecost. Within this cycle, Victimae paschali laudes, the most widespread and best-known sequence of Eastertide was also performed. It was linked to the end of the prosa Surgit Christus from its second section onwards, beginning with the words Dic nobis Maria. Its use was in most cases hinted at by the incipit of the text or the melody, sporadically supplemented by the remarks ut supra or ut infra; in some sources a precise rule was given in a short rubric: Dic nobis Maria quid: require in sequentia Victimae paschali. The joining of the two pieces was not accidental: it clearly showed that the prosa Surgit Christus preceding the second section of Victimae had originated as its trope, its textual-musical commentary.
Besides the liturgical ordering of the pieces, the musical correspondence between Surgit Christus and Sursum sonet was also justified by the similarity of the design of the two poems. In both of them, after the first two verses summing up the essence of Easter or Ascension, there follows a dialogue between the actors of the story (Mary Magdalen at Easter, the angels at Ascension) and the choir: between the two pieces arise precisely from the different ordering of the dialogue. Whereas the Easter prosa, like Victimae paschali, condenses the question and the answer into a single half-verse by increasing the number of lines, the Ascension piece retains the three-line structure, questioning in part a and answering in part b of the verse (Table 2) . 16 The dialogue sections of the two sequences suggest the possibility of dramatization. There are no hints to such procedure in the Hungarian sources of Sursum sonet. However, Kálmán Timár, 17 and later Sándor Bálint, 18 describe a popular custom on the day of Ascension practiced in a liturgical setting: people hoist a statue of Christ with a rope up to the loft of the church, while two choirs alternately sing the verses of this sequence. The dialogue is unequivocally indicated in a hitherto unknown source of the longer version of the sequence. In the miscellany bearing the title Horae ad usum Parisiensem, compiled in the last quarter of the 15 th century for Charles VIII the Affable, King of France (1483-1498), after the Offices of Our Lady, of the Holy Cross and of the Dead, followed by litanies and suffrages, we find the text of the prosa with the incipit Iesum sonet which actually names the speakers of the dialogue.
19
Although it cannot be stated with an absolute certainty, a dialogized performance of Surgit Christus might be hinted at in the rubric preceding the sequence in the Kassa Gradual and in the liturgical books of Zagreb. They read respectively as De resurrectione specialis prosa and Cum expedierit sollemnizare sequitur alia sequentia. The sequence may have been rendered special and solemn by the personalized performance of the dialogue between Mary Magdalen and the choir. At any rate, the rubrics of non-Hungarian liturgical books (mentioning chorus, cantor, per modum dialogi sequentia etc.) which make the rule of a dialogized performance unmistakably clear, 20 allows for the hypothesis of a similar usage also in Hungary. The evolution of the Zagreb Ascension prosa can be reconstructed as follows. Its point of departure is the sequence Victimae paschali laudes, which was troped in the second half of the 13 th century by the piece Surgit Christus cum trophaeo. Around the same time, the first reference to the longer version of Sursum sonet laudis melos appears, followed after some years or decades, by the shorter version of Zagreb as a contrafactum of Surgit Christus. There is a great variety of genres as well: a sequence, a trope, a short mysterium play, and a text intended for devotional or homiletic purposes surface in the process -the last one as the 16. Verse 3b (Hic est rerum proceator…) is lacking in the first and last liturgical sources of Sursum sonet laudis melos (HR-Za III.d.182 and MissZag 1511, respectively) . The text of phrases 2-3 is written out on the margin of the Gradual in a later hand.
17 Haec sunt plagae, quas portavit, Hic, est sanguis, quo manavit, Moriens pro homine.
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The last stage in this history is a sequence assigned for the feast of St Catherine of Alexandria, beginning with the words Surgit virgo cum trophaeo, which is found among the Hungarian sources only in the Futaki Gradual and stands without any parallel to date. 23 The piece, as clearly indicated by its first phrase, is a re-texting of the Easter sequence Surgit Christus cum trophaeo; its almost identical poetic conception, its dialogical nature and the identical placing of the dialogues all testify to the fact that text and music were both modelled on the earlier prosa. As a result, there was not much need of changes in the process of melodic adaptation (Table 3 
